and practices. They conducted their service in Ge'ez (classical Ethiopic). Since Ethiopia had an indigenous Orthodox Christian Church, mid-nineteenth-century Christian missionaries targeted the Beta Israel community. As a counter-missionary movement, the Alliance Israélite Universelle sent its own missionaries to Ethiopia. They established schools for Beta Israel, supported the study of young men from the Beta Israel in Europe and later in Israel, and introduced Western Jewish Hebrew texts and music into Beta Israel liturgical practice. The last chapter of Beta Israel history came at the end of the twentieth century, as famine forced the population of Ethiopia to cross to the Sudan, and Israel airlifted the Beta Israel community to settle it in Israel. The last evacuation was called Operation Solo mon, which, as Shelemey observes, ironically commemorated the community's Solomonic origins as it marked the end of the Beta Israel community in Ethiopia (p. 119). Because in their new environment the Solomonic myth that tied the community to an Ethiopian elite threatened "to separate them from their fellow Jews in Israel," "by the early 1990s Ethiopian Jews in Israel 'almost unanimously' rejected any connection to the tradition of Solomon and Sheba" (p. 119 The Organ and Its Music focuses primarily on the period from 1810, the year of the first known performance of an organ in a German synagogue, the Jacobstempel in Seesen, Westphalia, to November 1938, when rioters destroyed nearly all Central European synagogue organs in the Kristallnacht attacks. In chapter 1, Frühauf addresses the nineteenth-and twentiethcentury preoccupation with defining the term "Jewish music," and the considerable debate and disagreement surrounding this issue. Frühauf presents the conflicting approaches of the composer Arno Nadel, the ethnographer Abraham Idelsohn, and other prominent Jewish cultural figures of the early twentieth century who hoped that defining "Jewish music" would shed greater light on the contemporary state of Jewish identity, and help to guide future musical activities. The National Socialists, meanwhile, also attempted to classify "Jewish music," in order to eradicate art in this style. As Frühauf concludes, the term "Jewish music" during this time "was both ideologized and individualized within the search for a new and clearly defined Jewish identity in music . . . as that identity continually changed" (p. 7). Frühauf thus uses the term in her book "merely as a linguistic and conceptual formula," understanding that it cannot be defined-that, in fact, "an explicitly Jewish music cannot exist" (p. 8).
Much of the initial debate about the proper role of the organ in German Jewish culture resulted from its centrality in the practice of Christianity. The organ was first officially permitted in Christian church worship in the middle of the fifteenth century, and by the late Middle Ages its use in this context was sufficiently widespread that the instrument was considered by many to be intrinsically linked to Christianity. Chapter 2 offers a survey of the uses of the organ in Jewish communities prior to the main period of the book's focus. Frühauf draws on extensive archival research in a variety of languages and countries, finding evidence of the early Jewish uses of the organ in literary and iconographic sources. She identifies a forerunner to the organ in Jewish prayer in the practice of the meshorerim, singers who accompanied the h . azzan (cantor) during religious services.
Because the use of musical instruments was often forbidden in the synagogue, larger groups of meshorerim were sometimes hired to imitate the sounds of wind and string instruments behind the intoning of the h . azzan. After the use of instruments in the synagogue subsequently became permitted, the organ would in many places take over the accompaniment role of the meshorerim.
The Haskalah, the eighteenth-century Jewish Enlightenment, initiated the religious developments that led to the incorporation of the organ into synagogue worship. In chapter 3 Frühauf discusses the important place of the organ in the Jewish Reform movement, which aimed at modernizing and revivifying religious practice through such changes as abbreviating the liturgy, introducing sermon-like lectures and, in many cases, incorporating choral and congregational singing and the organ into the service. As the Orthodox movement rose in reaction to the changes devised by Reform, the organ, according to Frühauf, became a symbol of their separation. Israel Jacobson was the first proponent of Reform to bring the organ into the Jewish service, commissioning an instrument in the Jacobstempel, the synagogue associated with the educational institution he founded under the inspiration of the ideals of the Haskalah. Frühauf tracks the introduction of organs into Reform Jewish services in German-speaking areas of Europe and elsewhere, and the often fierce published discourse that ensued. The debate over the use of the organ was characterized by contrasting views on a number of questions, including whether instrumental music should have a place in the synagogue; whether the organ was a Christian instrument; whether there was evidence that the organ had an ancient historical role in Jewish tradition; and whether organ playing qualified as work, which Jews are forbidden by religious law from performing on the Sabbath. Frühauf's account of the synagogue organ's development and controversy reveals a compelling new dimension to the history of changing Jewish identities and practices during the development of Reform Judaism from the Haskalah to Kristallnacht.
Chapter 3 continues with a detailed exploration of the technical and architectural aspects of synagogue organs, and explores these in the context of contemporary organ
